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marble 


satisfies 
the desire 


for beauty 


Marble is beautiful, inher- 
ently and permanently 
beautiful! It is the one 
material which is by na- 
ture perfectly adaptable to 
modern design. Marble 
adds beauty to structure, 
good taste to better living. 
Yet because Marble re- 
quires so little mainte- 
nance and retains its 
beauty and lustre year after 
year, it is among the most 
economical of all interior 
finishing materials. 


oo} 
Write Managing Director T MIA 
for latest literature l H 
on foreign and domestic Marble Institute 
> 
of America, inc. 


marbles. Dept. 29-C 
108 FORSTER AVENUE, MOUNT VERNON, WN. Y. 
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STANDARDIZED SERVICE 








NOATHER MATERIAL GIVES ME 


é 


HOLDING POWER 


NOTE: The nailing groove in Macomber Nailable Steel V Joists 
is set for 8d Common Nails or No. 7 Screw Size, Spiral Nails. 


Mr. Architect, Engineer or Contractor: 


At the Pittsburgh Testing Laboratory 8d common nails 
were driven into wood 2x4's. It required an average of 
177 pounds pull per nail to remove them. 


Then 8d common nails were driven into Macomber V Sec- 
tions and it required an average of 277 pounds pull per 
nail to remove them. OVER 56% better grip than wood. 


Then they drove No. 7 Screw Size Spiral Nails—the kind 
Macomber recommends for special conditions—into vari- 
ous sizes of V Sections and it required an average of 
436 POUNDS PULL per nail to remove them. .. . nearly 
two and a half times the grip of common nails driven in- 


to wood. 
THE MACOMBER 


V BAR JOIST a 
APPROVED BY THE — 
STEEL JOIST INSTI- 
TUTE ON OCT. 23, 1946 
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MACOMBER Incorporated, CANTON, OHIO 


A NAME RESPECTED IN ENGINEERED CONSTRUCTION 


IN. STEEL CONSTRUCTION 
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TANDARDIZED LOAD BEARING UNITS SPEED BUILDING 
















.-. Easy te Install 


THROUGH the years, the guiding 
principle at Youngstown has been to make 
quality steel pipe which is well suited to 
serve the needs of rlumbing and heating 
contractors and their customers. That's why 
Youngstown Pipe bends accurately, cuts 
readily, threads surely, welds easily -- prop- 
erties designed into the product for 

efficient fabrication, installation 
and long, satisfactory service 
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ANNOUNCING a New and 










Improved 


RENBASE 


(A WALLBASE) 





IN 4 COLORS: BLACK, 
RED, GREEN and TAN 


New Flexibility... New Finish... New Colors... New 24-inch Length 


FLEXIBLE KENBASE ‘‘MOLDS"’ INTO PLACE. 
CAN'T SPRING OUT OF POSITION. Kenbase is 
thermoplastic, compounded with special prop- 
ertics that not only give it greater flexibility 
... but also make it hold the shape it’s given 
when heated and applied around corners. 
Kenbase ‘“‘sets” firmly — won’t pull out of 
position as some materials do. 


KENBASE SMOOTHER FINISH ENHANCES AP- 
PEARANCE ... easier to clean. Kenbase smoother 
surface creates a luxurious, custom-built effect 
...and its finer texture harmonizes pleasantly 
with both floor and walls. Also easier to clean. 


KENBASE NEVER NEEDS PAINTING... resists 
scuffing, won’t show mop marks. Available in 
four colors which can’t wear off. Kenbase is 
built to withstand rough usage, holds its 


smooth finish and handsome appearance. 
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ZZ ¢ SPECIFICATIONS 
A4ae K ENBASE NEEDS NO 
r **GROUNDS." Can be 
if YZ2 ¢ KENBASE §=© applied directly against 
} A. any smooth wal! 
} JY a Colers: BLACK, RED, 
L and GREEN and TAN 
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b KENTIE FLOOR 
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OLD WAY 
ail With * 
PRE-MOLDED 
CORNERS 
ONE PIECE 
_Eaeee NEW KENBASE NS 


24-INCH LENGTH 


KENBASE IS QUICKER TO INSTALL 


joints. Note how the pre-molded corners means 


with fewer 


four individual corner installations... plus ad 


ditional base in the intervening spaces — seven 


different operations. But in this same space 


two lengths of Kenbase do the job... saving 


time ... eliminating unnecessary joints 


KENBASE IS MADE BY THE MAKERS OF 


KENTILE. 


The Permoneantly Beoutitul 
Asphalt Tile 


David E. Kennedy, Inc., 58 2nd Ave., Brooklyn 15 
350 5th Ave., New York 1, N.Y. © Ring Bidg., 
1220 - 18th St. N.W., Washingfon 6, D.C. © 1211 
N.B.C. Bidg., Cleveland 14, O. © Bona Allen Bidg., 
Atlanta 3, Ga. * Kansas City Mdse. Mart Inc., 
2201-5 Grand Ave., Kansas City 8, Mo. * 1440 
11th St., Denver 4, Colo. * 4532 S. Kolin Ave.. 
Chicago 32, Ili. * 1855 Industrio!l St., Los An- 
geles 21, Cal. * 452 Statler Bidg., Boston 16, Mass. 





INDIANA LIMESTONE 











_... from bosses to banks 


for every building need, Indiana Limestone continues to be 
the “Nation's Building Stone.’ Its distinctive, natural 
beauty . . . amazing versatility . . . moderate cost . . . and 
quick availability make it outstanding among all materials 
for buildings of distinction 


You are invited to make full and trequent use 


or, 
its) of our technical counsel and bid-procurement 
y 


services, without expense or obligation. 


INDIANA LIMESTONE INSTITUTE 
P.O. BOX 471 © BEDFORD, INDIANA 


BUFF + GRAY + VARIEGATED + RUSTIC + OLD GOTHIC 


INDIANA LIMESTONE 
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Corruform 


tough-temper corrugated steel base 
for concrete in joist floors and roofs 


Corruform pays for itself with the concrete it saves. That's be- 
cause Corruform is tough-tempered to spring back under 
construction abuse and carries concrete over joists without 
sag, stretch, bend or leakage. Tough-temper, high strength 
Corruform, made by processes patented by Granite City Steel 
Company, is nearly twice as strong as conventional steel of 
the same shape and weight. 


Furnished uncoated, mill-primed for painted exposed joist 
construction, or galvanized... with clips to fit all standard 
joists. Send for AIA file today. 


GRANITE CITY STEEL COMPANY cxfco 


Granite City, 
Illinois 
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Skylines... 





100 PARK AVENUE, NEW YORK CITY buys Otis 
Autotronic Elevatoring! ‘The successful introduction of 
AU TOTRONIC ELEVATORING is easy to explain. It 


is trafic-timed . . . it adjusts itself automatically to all un 
usual traffic situations . .. it is easy to operate... it is 
dramatic. A passenger merely “touches,” not pushes, an elec 
tronic directional arrow in the landing fixture. The arrow 


lights up, the call is registered, and a car arrives—as if by 


magic. Booklet B-721-] gives the details. 


ELEVATOR COMPANY 


Offices in All Principal Cities 
Home Office: 260 11th Avenue, New York 1, N. Y. 











isis HOPE’S 148 


Lok’d Bar 
FACTORY SASH 


IN STANDARD PIVOTED AND COMMERCIAL 
PROJECTED TYPES AND SIZES 


HOPE’S BULB TEE _——_ 


AND HOPE’S LOK’D BAR JOINT 
PROVIDE ENORMOUS STRENGTH 


HOPE’S VENTILATORS ARE 


BUILT AS COMPLETE SOLID : 
WELDED CASEMENTS = 


AND FRAMES “SS 
HOPE'S DO NOT RELY ON SHEET A 


METAL LINERS FOR WEATHERINGS 
BECAUSE CORROSION LOOSENS 
AND DESTROYS THEM 








HOPE'S BETTER DESIGN & CONSTRUC- 
TION REDUCE MAINTENANCE EXPENSE, 
SAVE HEAT, PROVIDE TROUBLE-FREE 
WINDOWS... FIRST COST IS LITTLE 
MORE THAN FOR ORDINARY SASH. 


ASK FOR CATALOG NO. 76BA 


World’s Finest Factory AYAY/ 


HOPE’S WINDOWS, INC., JAMESTOWN, N. Y. 
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Instituted on the premise that a lot of high-pressure con- 
viction is being bottled up for lack of convenient outlet, 
these editorials appear to be serving as successive relieving- 
valves. The opinions expressed are always the uninhibited 
ones of the Guest who occupies a particular month’s driv- 


ing seat. 


This time it is— 


Edgar Williams, ¥F.A.1.A. 


URING World War I, a 

Texas cotton firm had an 
agent in Genoa, Italy, by the name 
of Paul Morphy, who knew all 
the answers on warehousing and 
shipping in wartime Italy. He 
was a tough New Orleans ex-pro- 
fessional baseball player. The 
American Red Cross in Italy took 
him on. The Red Cross had 
brought over a warehouse man 
from one of our big American 
corporations to head what was 
called Stores and Transportation. 
Morphy had forgotten more about 
warehousing and shipping in Italy 
than this man, his new boss, could 
learn. The boss’ orders often got 
in his hair. One day Morphy came 
to me holding a letter and look- 
ing ready to explode. He slapped 
the letter with the back of his 
right hand and said, “Captain, if 
Ah could write English like you 
can, Ah’d write this so-and-so a 


letter that was so intelligent he 
couldn’t understand it!” 

It was, of course, a relative 
compliment. When I read some 
of the stuff that passes for archi- 
tectural criticism, when I read 
some of the emotional outbursts for 
or against this personality or the 
other, I want to try my luck by 
writing to the authors. Of course 
I do not do it. 

When I am confronted with the 
device of setting up a straw man 
who might be called “eclecticist” 
or “old guard,” or “reactionary,” 
and then proceeding to lambaste 
him, I get the collywobbles. 

I don’t know whether or not 
there is more talk about architec- 
ture today than in past times, but 
it seems to me there are more 
words in funny relationships to one 
another that attempt to explain 
ideas about architecture than I can 
remember in a fairly lengthy past. 
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And there are more obscure people 
who believe their opinions are im- 
portant. 

A whole profession has appeared 
which contains many people who 
have some knowledge of architec- 
ture and who make a living writ- 
ing stuff and collecting queer pic- 
tures of ordinary things 
directly or loosely connected with 


very 


the profession of architecture. 

I do not infer that all writers 
about architecture are in that class. 
All the arts, all the professions 
have their critics and probably al- 
ways will have. And since the 
very essence of the arts is to reach 
out and into the hearts and minds 
of all people, it is quite natural that 
the critic should reply. 

But the statements of those who 
do not have understanding, or of 
those who have not even a moderate 
amount of experience and knowl- 
edge about a subject, merely con- 
fuse the issues under discussion. It 
has seemed to me, in the past few 
years especially, that our architec- 
tural magazines have used a lot of 
energy and spent a lot of money 
in trying to create excitement and 
make a mystery of architecture 
rather than to report the broad 
truths about the profession. They 
have developed a game for which 
the paraphernalia is not bases, balls 





and bats; but typewriters, cash 
registers and fountain pens, and 
success is scored in advertising 
columns instead of runs. 

I really haven’t high blood pres- 
sure, but I do react even to the 
appearance of some of the issues. I 
recall the cover of one of our old 
magazines that seemed to me to 
reflect the editorial mind. The 
principal feature was a man’s head, 
the bulk of which was newsprint, 
the brains a wormy housing devel- 
opment plan, and the face came 
from what might be a photograph 
of a real head in an advanced stage 
of decomposition. 


There is a second phalanx of the 
architectural press that caters to 
what I believe is called the con- 
sumer class. They glorify the 
home—the beautiful—and 
use it as a vehicle for business. 
Frankly, I like this type better than 
the professional one. The editor 
of one of these publications talked 
to us at the Architectural League 
of New York this spring. He said 
they had no interest in architec- 
ture except to give the public what 
it wants—or thinks it wants. The 
magazine spends a lot of money on 
polls. He said among other things 
that as far as they were concerned, 
assymetry might be a disease, and 


home 
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La Corbusier second baseman on 
the Brooklyn Dodgers. 

Now, I am not against maga- 
zines, but I am for architecture and 
architectural understanding. I am 
fed up with the abracadabra that 
is too often foisted upon us in the 
name of architectural discussion. 

A solution of the traffic problem 
would be to permit on the streets 
only those cars that are paid for. 
Maybe the solution of the problem 
I am talking about would be to 
permit only those who practise 
architecture to write about it. We 
could at least ask, “What kind of 
stuff does that guy do?” and ap- 
praise his remarks in that light. 

The world today is buffeted by 
storms of human passion and by 


Look if you will at architecture, not as a 
science but as an art form for the layman 


forces greater than man has ever 
before been conscious of. 

Whether or not the arts are 
dying or are resurgent, whether or 
not we architects as a professional 
group can guide our own destiny so 
that we may help our fellowmen to 
gain greater happiness, are issues 
to which we should constantly ad- 
dress ourselves. For whether or 
not Mr. X thinks he is the greatest 
architect in the world today, 
whether or not Mr. Y was the 
first to use a plate-glass front for 
the bathroom, or Mr. Z did so and 
so in his pink, blue, or brown 
period, is all a matter of small talk, 
and in my opinion is not worth the 
ink used and the paper upon 
which it is printed. 


The Study of Architecture as Art 
By Edward Warder Rannells 


HEAD OF THE DEPARTMENT OF ART, UNIVERSITY OF KENTUCKY 


Reprinted by permission from College Art Journal, Spring 1949 


wu the professional archi- 


tect encounters a client who 
seems to know something about 
architecture — and there is a 
growing number of such people 
outside the profession today — 
he puzzles about it. What is it 


the man knows? Where did he 
learn it? Surely not in a profes- 
sional school. He does not talk 
that way. The architect will dis- 
cover that his client’s “education”’ 
began, like as not, in some college 
art course — not a course for pro- 
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fessionals, the producers, but just 
a course for college students, the 
ultimate consumers. And if the 
enquiring architect really wants 
to know what happens in such 
courses he takes his question to 
the college art teacher and de- 
mands an answer. A group of 
architects put this question to 
me, and this is what I told them. 


First of all we see architecture 
as an art form, a material realiza- 
tion of artistic concepts and pur- 
poses, as is the case with other 
art forms such as sculpture and 
painting or, for that matter, 
poetry and music. It draws upon 
the same human sources as they 
do; it must share its place in 
history with them. So it is that 
we study architecture as art, not 
as science, and we approach it 
through history. History is the 
framework within which we watch 
the forms evolve. For us it is a 
valuating process, descriptive of 
formal qualities rather than of 
technical means. A technical em- 
phasis would be effective only 
where such history is supported 
by studio practice. We can do 
this for painting and sculpture, 
but it is hardly within the province 
of an art department to offer 
practical courses in architectural 


design. For this reason we limit 
ourselves to the historical and 
esthetic study of architecture. 
And by tracing the continuant 
factors from works of the past we 
forge the tools of critical method 
in dealing with those of the 
present. 


For the profession itself, the 
history of materials and methods 
of construction is the elementary 
history of architecture. But, for 
us, this is only elementary when 
seen in the larger context of his- 
tory and of art. Because, at any 
given moment in history, all the 
arts, in spite of their different 
materials and methods, will at the 
same time have certain meanings 
in common, and certain formal 
qualities, too, that together give 
expression to the age. And, since 
they all dwell in the same realm 
of discourse, so to speak, they are 
substantially the same in style. 

Style is the expressive form of 
art that can be identified with an 
era, a given time and place in 
history. Thus styles are tem- 
poral; they change. So, for us, 
the historical problem is not only 
to identify and describe the style, 
but to trace out the changes in 
style, and to search out the causal 
explanations of change. The dis- 
tinguishing characteristic of a 


SEPTEMBER, 1949 
102 


























style is its form. Yet the deter- 
minants of change are not to be 
found in the metamorphoses of 
the forms alone, but also in the 
conditions that environ them. 
The forms and their environ- 
ment interact; changes in one 
affect the other. The forms of 
architecture are material forms. 
But the environment is more than 
a material one—physical, social, 
economic, etc. — it is also a psy- 
chological one, a climate of ideas 
involving the mental outlook of 
men — how, at a given moment, 
men view the world and them- 
selves in it. And so we have the 
translation of these views into the 
expressive and material forms of 
art — formal realizations of con- 
cepts and purposes. Thus all 
works of art have both form and 
meaning, and both must be taken 
together in any responsible ap- 
proach to architecture as art. 


What are the elements of form 
in architecture? First of all they 
are space, color, light, the very air 
itself. These, no less than materi- 
als such as steel and glass, have 
got to be molded and shaped as 
form. Again, there are move- 
ments, gravitational forces, 
thrusts and counter-thrusts that 
have to be resolved and held in 


equilibrium. All these elements 
and forces are flowing and con- 
tinuous, but at the same time 
they are plastic, they can be 
contained, given shape and tex- 
ture, and thus given meaning as 
form. 

And who is the form giver? 
The architect? Sometimes, but 
not always. In the Italian Renais- 
sance, for example, the major con- 
cern of the humanists was man 
himself. He was the measure of 
all things, the central motif of all 
art. The artistic function of ar- 
chitecture then was to provide a 
proscenium for man; he was the 
central actor on the stage of life. 
It was sculpture and painting 
that materialized him as art, and 
made him to stand in full light, 
a palpable, living form. Artists 
determined the form; architects 
merely supplied the frame. 

But in the high Gothic it was 
the other way around. Architec- 
ture led the way; other arts fol- 
lowed. Instead of the earth- 
bound, material and human ori- 
entation of the Renaissance, here 
was a heaven-seeking art, struc- 
turally daring, though its elements 
were hardly defined by light so 
much as dissolved by it, and man 
himself was immaterialized in 
forms that architecture determined. 
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These illustrations are cited to 
show how limited our understand- 
ing of architecture would be if we 
defined it in terms of materials 
and construction alone. We leave 
that to the engineers. But if we 
set the problem in terms of form 
and meaning we can hope to un- 
derstand it as art. Inevitably, of 
course, any thorough examina- 
tion of individual buildings will 
soon lead us into problems of 
materials, structure, technique, 
etc., as it would in a similar inves- 
tigation of painting. But ulti- 
mately the precise form and its 
meaning will have to be analyzed 
and valued as art. Form is a 
problem for description; mean- 
ing is a problem for interpreta- 
tion. By tracing the continuants 
of these problems into the present, 
into this living extension of his- 
tory, we train ourselves to judge 
what is really contemporary and 
what is merely a survival out of 
the past. 

Form and meaning are basic 
concepts in all esthetic thinking. 
They apply to all the arts and 
even extend beyond them. Their 
implications are endless. But ar- 
chitecture itself requires a closer 
specification of terms, a solider 
basis for description. The con- 
tinuant factor is space. In my 


teaching I have always used a 
simple definition of architecture 
as essentially the shaping of space 
into volumes proportioned and 
ordered in conformance with man’s 
purposes. Naturally the means 
of defining inner volumes will 
yield also outer forms. But, in 
my thinking, architecture must 
be seen and felt and understood 
from the inside out; and for me 
the progress of architecture 
through the centuries is to be 
traced in the expressive develop- 
ment of the inner volumes rather 
than of the outer forms that con- 
tain them or, what is worse, 
merely stand before them as 
added monumental facades. 


An architect, no doubt, would 
say all this in terms of plan, 
program, cubage, fabric, etc., and 
think of clothing it in some par- 
ticular style. The profession is 
full of eminent antiquarians of 
style. But let it pass. Esthetical- 
ly we must see that architecture 
begins with space which itself is 
endless, then shapes it in volumes 
which are measurable, that the 
volumes are defined as forms by 
bordering planes, and that these 
enclosing surfaces at the same 
time determine what the outer 
forms shall be. Finally we come 
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to ornament which textures the 
surfaces and accents the forms. 
If structure be called fabric, and 
style merely the dress a building 
wears, what then shall it be: a 
contemporary dress determined 
by form, or a period costume that 
denies it? The retreat into the 
past may be tasteful, but it is 
timid as art. 


Even if we accept the view of 
the profession that the history of 
architecture is the history of ma- 
terials and the means of construc- 
tion, it comes to the same thing: 
the gradual development of lighter 
and stronger structural means to 
enclose and define larger and freer 
spaces, eventually breaking 
through the enclosing fabric to 
open them up to the light and air 
and thus achieve an expressive 
interpenetration of inner and outer 
space. Historically this interpene- 
tration was sensed in the Gothic 
and the Baroque. It is an actu- 
ality now. 

These three epochs, the Gothic, 
the Baroque, and our own, have 
made the great advances in spa- 
tial construction, employing dif- 
ferent means, of course — the 
Baroque, for example, has a tech- 
nical virtuosity and extravagance 
beyond our present taste — but 
all of them achieve a rhythmic, 


flowing continuity of space and 
light and air such as the Renais- 
sance, with its two-dimensional 
facades and paneled walls never 
knew. If there is any merit in our 
definition of architecture as essen- 
tially the shaping of volumes or, 
again, as the structural means to 
this end, the Renaissance was 
hardly a rebirth but an anachro- 
nism so far as the spatial progress 
of architecture is concerned. Ex- 
cept for Brunelleschi’s dome in 
Florence, there was no technical 
advance to speak of, and the space 
enclosed was still a static Roman 
space. But the Renaissance was 
a charming anachronism, never- 
theless, with artistic refinement 
of proportions and tasteful elabo- 
ration of ornamental detail. It 
was a kind of picture architec- 
ture, appropriate then, but not 
now. 

All the classic styles — Greek, 
Roman, Renaissance, and the neo- 
classic revivals which followed 
and which haunt us to this day 
with their solemn erudition — 
have produced only a series of 
elevations and facades, an ex- 
terior architecture of solids that 
throttle space and cut off the 
light and air. It is even so with 
the Adam style, a Renaissance 
revival that still lingers here. 
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What is it? Always a symmetri- 
cal plan, whatever the program. 
Always a series of symmetrically 
ordered surfaces, separate little 
facades, placed around this plan, 
their separate symmetries ac- 
cented and marked by patterns 
of panels, central mantelpieces, 
balanced openings, each set off 
by a frame of its own. It is a 
two-dimensional architecture, in- 
side and out, and its ornament is 
all appliqué. In the days when 
men wore silks and satins, half 
hose and silver buckles, pow- 
dered their hair and tied it with 
ribbon, this decorous and orna- 
mental style was all very well. 
But we look silly in such a setting 
now; there is no excuse for it in 
our time. 


And what of architecture today? 
Is it grand as the old styles were 
when new? I think it is grander 
than we know, though it is not 
yet secure in its forms, surely not 
yet secure in ornament, the efflo- 
rescence of a style. That will 
come in time. But, viewed in the 
long perspective of history, and 
in the light of the essential func- 
tion of architecture as art, its 
certain achievement in spatial 
construction should be apparent 
to all who can see through facades. 


That space, and the architec- 
tural expression of it, is the crux 
of the matter, all progressive ar- 
chitects appreciate and know. As 
living artists they must, else what 
they do would be an anachronism, 
pleasing to the timid and senti- 
mental historians, perhaps, but 
not to those alive to the dynamics 
of our present world. 

Of what significance is steel 
that enables us to span greater 
distances than even the vaults of 
the Pantheon, and do it in a 
straight line, unless it be used to 
give fuller and freer expression to 
space? Of what significance is 
glass that enables us to open up 
enclosures to the light, unless we 
use it to express the continuity 
of inner and outer space? New 
materials and new methods of 
construction are only means to an 
end — the steady advance of ar- 
chitecture as the great art of 
molding space in memorable 
forms, material formulations of 
the contemporary outlook of men. 


With these new means at hand, 
plans need no longer be conceived 
as the foundations of solids. The 
cellular construction of space, the 
static realization of form, the 
classic ideal, have no continuant 
validity in our day. Walls need 
no longer be conceived as sup- 
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porting piers, or even as confining 
surfaces, but rather as planes of 
reference merely indicating the 
limits of volumes, giving direction 
and continuity to a freely flowing 
space. And ceilings need no 
longer come to centers, accented 
by medallions and crystal chan- 
deliers; rather they float in the 
air, free to extend beyond walls 
and echo into outer space. In 
terms of construction, this is the 
slab ceiling; it is the real spatial 
continuant of contemporary ar- 
chitectural design, the unifying 
factor in the interpenetration of 


inner and outer space which is the 
artistic achievement of architec- 
ture in our day. 

Armed with this knowledge, the 
client, the consumer, the amateur 
of art, need not be intimidated by 
the technical language of the pro- 
fessional architect, nor awed by 
a tradition of elegant facades 
which he knows to be false in a 
living and changing world. He 
knows the lesson of history: that 
only the contemporary has mean- 
ing as art. It is better to make 
an intelligent mistake than to take 
refuge in the past. 


The Architect as a Mind Reader 
By William Roger Greeley, F.A.1.A. 


From a local broadcast to a New England lay audience 


N FIFTEEN MINUTES I cannot 
I tell you, listeners-in, all about 
the fine art of architecture and the 
men who practise it. As a matter 
of fact, you don’t want to know 
all about it. But, as possible em- 
ployers of architects, you do want 
to know how to get out of your 
architect the kind of results you 
are after, and to tell you that is 
my task. 

An architect is like any other 
servant with a specialized training 
—he can be handled so as to be a 
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help or so as to be a hindrance. 
He can be misled, fooled, frus- 
trated, pampered or spoiled, or he 
can be enlisted, guided, encouraged 
and challenged to his best. In this 
respect he is just like a composer, 
a doctor or a cook, and not so 
unlike a sensitive child. 

It is a common error to start in, 
as soon as he is introduced to you, 
by asking him what his ideas are. 
If he is the right sort he won't 
have any. His mind will be pur- 
posely blank ready for impressions 
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—like a clean slate. He will be 
upset by being asked to show you 
what you should have. To him 
any satisfactory answer to your 
problem must come as a result of 
long and concentrated study. You 
see he takes his profession seriously. 
Any so-called architect who starts 
in by showing you sketches is like 
a hen which cackles before she has 
laid her egg. 

When you approach your archi- 
tect, imagine that he is a doctor. 
You won't stick your tongue out at 
him, but you will let him see the 
color of your thoughts. Don’t 
hold your ideas back for fear they 
are sick ones. Trot them out and 
let them be examined. Above all 
show your architect your enthu- 
siasms. No architect can do his 
best without being stimulated to it. 
He needs a client who won't be 
satisfied with anything but the best, 
and who will urge him on to create 
the best that it is in him to create. 

You, the client, occupy the com- 
manding position. What you do 
will determine what he does. Do 
you know how to encourage serv- 
ants and get a lot out of them? It 
is an art in itself and one worth 
cultivating with your lawyer, your 
minister, your doctor and your 
architect. You can rub them the 
wrong way and hinder their efforts 


to serve you, or you can have them 
outdoing themselves to please you. 

Now, listeners-in, the architect 
designs and creates, and so is an 
artist. Yet his work must provide 
useful and convenient buildings, so 
his art must be kept within bounds 
and not interfere with utility. His 
art is, or should be, a conforming 
art, not free and unfettered like 
the other fine arts—like music, 
painting, sculpture, the dance, the 
play, the story, the poem. His 
building in addition to being beau- 
tiful must keep out the rain, admit 
the sun, be warm in winter and 
cool in summer. It must be what 
you expected it to be, too. He 
must have read your mind and put 
into definite shape your own pet 
wishes. Your ideas are jumbled 
together. He ought to arrange and 
harmonize them. He should make 
up his mind which ones are imprac- 
tical and mistaken and then per- 
suade you to discard them. (That 
may be not too easy todo.) When 
you tell him that you must have 
purple shutters and not red ones, 
he must read your tastes more 
clearly than you do yourself. He 
must know whether when they are 
finally hung you will say to him, 
“Why didn’t you insist on red 
shutters? I paid you to give me 
your best service and judgment and 
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you gave in to me when you 
shouldn’t have done so.” 

You see that you can’t succeed 
with your architect without what 
the law calls “a meeting of minds.” 
The first obstacle to this is your 
own bashfulness and timidity— 
your I’m-afraid-if-I-speak-to-the- 
cook-she’ll-leave attitude. When 
you employ an architect you em- 
ploy him for whatever services you 
need and no more. Let us say it is 
for advice on matters related to a 
new house for your family. He 
agrees to advise. You agree to pay 
him for his advice. There are two 
ways in which he might betray his 
trust. On the one hand he might 
try to dictate to you rather than 
to understand and be governed by 
your wishes. His justification to 
himself would be: “This person 
doesn’t know as much as I do about 
architecture. I must decide what 
is best and insist on its being done. 
My client will thank me in the 
end.” This is not the proper atti- 
tude toward an intelligent client. 

On the other hand he might go 
too far the other way and give you 
what he sees that you expect. He 
is sometimes tempted to follow that 
easy path and collect his fee for 
just being an echo of his client’s 
notions. Doctors do the same thing 
when they solemnly advise a patient 


not to do anything that she doesn’t 
want to. It would be bad for her 
health. (Five dollars, please!) The 
right attitude is neither of the two 
just described. If he understands 
his profession your architect will 
set about to discover your needs 
and your desires. He will find 
this one of his greatest interests. 
As the portrait painter studies you 
in different lights with his percep- 
tions keenly stimulated to read 
your character in your face and to 
paint a speaking likeness, so your 
architect will make himself sensi- 
tive to your tastes and wishes and 
will congratulate himself upon his 
opportunity to enter into your life 
and thoughts a bit so that he can 
interpret them in terms of architec- 
ture, and develop your understand- 
ing of your own vague and partial 
desires into a house that will fit 
you and your family and that will 
truthfully declare in wall and roof 
and chimney that it is your home, 
the outgrowth of your particular 
character and spirit, in which you 
will be at your best and happiest. 


Just a word here about the im- 
portance of setting a hard task for 
the architect. Do you know that 
artists are at their best in a society 
which is exacting and discriminat- 
ing, and among friends who will 
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not admire anything but the best 
work? Fine public taste is the 
creator of fine artists. When you 
listen to music or go to see a pic- 
ture or a play, you are patron of 
the arts. Your choice will help 
to make or mar the art of your 
age. So when you hire an archi- 
tect don’t overlook the fact that 
you are a patron of architecture. 
Demand the best, expect the best. 
And, of course, this means that you 
must have formed some judgment 
of your own as to what is good 
and what bad. Have your own 
ideas. Let your architect read 
your thoughts so that he may have 
a definite theme for his composi- 
tion. Otherwise he will be design- 
ing just another house. 


Now a friendly warning about 
two elements in successful archi- 
tecture. One is the environment 
or the background, and the second 
is the building itself. These two 
are so interdependent that neither 
one is a source of great pleasure 
alone. They must harmonize. If 
you have bought land and wish to 
build, there are a thousand beauti- 
ful houses that will lose their 
charm by being built on that land 
to one beautiful house that will fit 
the surroundings and enhance them. 
No one thinks enough of this. 


Neglect to realize this is the cause 
of myriads of disappointments. 
Why isn’t the house satisfactory? 
What is wrong? It is copied from 
that darling house in Duxbury. 
What can be the trouble? 

It may be placed wrong on the 
land. 

It may be graded or planted un- 
sympathetically. 

It may be brick when it should 
be wood. 

It may be square when it should 
be long and narrow. 

And so on. 

In spite of all its own perfec- 
tion it is ruined by its setting. A 
much less charming house but of 
different proportions might in this 
location produce more sense of 
charm. 

Take your architect into your 
confidence before you buy if pos- 
sible. His preliminary advice, 
based on his varied and long ex- 
perience of failures and successes, 
will cost you nothing extra and may 
be of first importance. 

I cannot drop this vital consid- 
eration of environment without 
another admonition. You are New 
Englanders, most of you, and were 
the architect to try to read the 
mind of New England as a whole 
what would he see in the crystal 
sphere? He would see a people 
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busy and anxious about many 
things and carelessly unaware of 
a rich inheritance waiting to be 
enjoyed. And this is the heritage: 
a countryside and a seaside of un- 
paralleled charm for homes, where 
the lakes and the forests and the 
streams and the islands, the rocky 
headlands and the sandy coves all 
conspire to make life worth living; 
where the little villages are exert- 
ing upon strangers without our 
gates an irresistible lure to come 
and settle; but where the mind of 
the New Englander is scarcely 
aware of how easily and how 
quickly all this seductive landscape 
can be ruined, and these beautiful 
villages spoiled. The architect 
sees that this danger is not fully 
appreciated and this source of 
revenue not safeguarded as it 
should be. Wherever you turn the 
danger is there. Even if you find 
a perfect spot to build upon, you 
will be anxious about the future 
preservation of the surroundings. 
Satisfy yourself, with your archi- 
tects’ help in regard to zoning and 
building laws, community stability, 
schools, and neighbors. 

Remember that you can almost 
always count upon enlarging your 
house, seldom your land. If you 
buy a lot upon a partly developed 
street everything looks roomy and 


open. Five years later, with all 
lots built upon, you find yourself 
sandwiched in between a neigh- 
bor’s kitchen window on the east 
and a noisy piazza on the west, 
with no peace or privacy. 

Get enough land, even if you 
have to build only half a house to 
begin with. Bear in mind that you 
may some day be forced to sell 
your house. It will not sell as a 
book might sell in a bookshop—be- 
cause it is a good book. The book 
is a detached article. The house 
is one of a group on a street or in 
a given neighborhood. A large 
part of the value of your house— 
don’t mistake it—is in the value of 
the houses in the immediate 
vicinity. If they are stupid and 
drab, your chances are not so good. 
If they are bright and fascinating, 
your house is sold already. 


For a complete revolution has 
taken place in the real estate 
market. Millions are being spent 
on eye-service in renovating and 
modernizing individual houses, in 
studying and laying out carefully 
balanced developments for new 
streets, circles, groupings of one 
kind and another. The day of 
quantity value is gone. Quality 
governs now, and quality in a home 
involves not your own house alone, 
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but all those that belong with it 
in its neighborhood grouping. 

And one more caution! Do you 
think the value of your investment 
in a house ends there ?—with the 
neighborhood? Far from it! The 
neighborhood derives its stability 
and the marketability of its houses 
from the character of the town or 
city of which it is a part. In some 
towns there are no houses for sale. 
It is almost impossible to get in. 
Those towns are worth examining. 
In other towns the For Sale signs 
are as numerous as the hydrants 
and street lights. Be careful here. 
There may be a reason. 

In some towns there is a certain 
esprit-de-corps—a local pride, and 
it shows in the architecture. A 
neat village green, orderly groups 
of white cottages behind their 
fenced lawns, an air of inde- 
pendence and yet of relatedness. 
You know these towns. You rise 


into raptures when you pass 
through them. ‘They are what 
makes New England New Eng- 
land. Their names recall the 
quiet beauty and charm of places 
you long to live in—Sharon, Wash- 
ington, Litchfield, Old Lyme, 
Canterbury in Connecticut ; Stock- 
bridge, Northfield, Ashfield, Peter- 
sham, Bolton, Yarmouth, Cohasset 
in Massachusetts; Hollis, Oxford, 
Newfields in New Hampshire. 
You know the types—and whether 
you can live in such a village or 
not, the ideal is with you and 
whatever place you pick can have 
the makeup of a future New Eng- 
land neighborhood. 

And so, in a word, your problem 
is one of care and foresight in the 
selection of your location, and of 
tact and patience in dealing with 
your architect if you would finally 
move into the house of your 
dreams. 


News from the Educational Field 


ALFreD Rotu, Zurich, Switzer- 
land, will join the faculty of 
Washington University at St. 
Louis, as critic in Senior Design. 

Jutius Watter RortuH has 
been awarded the Henry Gillette 
Woodman Scholarship by the Uni- 
versity of Pennsylvania, enabling 
him to have a year of travel in 


Europe. Mr. Roth was also a 
finalist in the Lloyd Warren Prize 
Competition this year. 


Pror. Wittt1AM H. ScuHeIck, 
who has been Coordinator of the 
Small Homes Council, at the Uni- 
versity of Illinois, has been granted 
a year’s leave to serve as the first 
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Executive Director of the newly 
organized Building Research Ad- 
visory Board at Washington. 
JoHN Knox SuHear, who has 
been Assistant Head of the De- 
partment of Architecture of the 
Carnegie Institute of Technology, 


has been appointed Head of the De- 
partment, with the rank of Asso- 
ciate Professor. 

Georce E. DANFORTH, an in- 
structor in architecture at Illinois 
Institute of Technology, has been 
raised to Assistant Professor. 


SWEDEN 
As It Appears to the Architectural Eye 


By John W. Gross 


The author won the John Stewardson Memorial Scholarship in 
Architecture for 1947 and set out to see both traditional and con- 


temporary architecture in Europe. 


From his formal report to 


the Managing Committee in the Philadelphia Chapter, A.A. 
we reprint the following excerpts from Mr. Gross’ chapter on 


Sweden. 


WEDEN is a small country in 
population. The whole coun- 
try has fewer people than the city 
of New York; but this small group 
has a very unified spirit, very evi- 
dent in the architecture. When a 
few architects started the trend 
toward the contemporary archi- 
tecture for which Sweden is so well 
known today, the others fell in 
line quickly. At present no archi- 
tect in Sweden would think of de- 
signing a building in any tradi- 
tional style. In fact the architects 
of Sweden will take offense if 
anyone states that their architec- 
ture takes inspiration from any 
source other than Swedish. 


With such men as Ostberg, 
Asplund, Tengbom, and Laller- 
stedt leading the way, the archi- 
tects of Sweden have reached the 
front ranks of architectural design 
today. 

The architecture of Sweden is 
centered in the city of Stockholm 
and no city in the world can boast 
as much contemporary architec- 
ture per square kilometer. The 
finest building in Stockholm—o; 
for that matter, the finest building 
seen all summer—is Ragnar Ost- 
berg’s Town Hall, sitting majes- 
tically at the end of Lake Malaren, 
its lofty tower commanding the 
whole of Stockholm. Many visits 
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are required to do this building jus- 
tice and to study its superb detail. 
Ostberg’s design is completely 
Swedish in character. Swedish 
craftsmen and artists were used ex- 
clusively in the construction. The 
architectural masterpiece is con- 
fined to no period of architectural 
history. Its design is undated. 
The details are playful ; the form is 
functional ; the color and texture of 
the materials have an unforgettable 
beauty; handmade Swedish bricks 
have a deep red glow and an un- 
even texture; light, warm granite 
gives a pleasing contrast; copper 
towers and roof have a soft green 
appearance; gilded ornamentation 
stands out well against the clear 
blue Sweden sky. 

In the field of housing, Sweden 
has reached the highest levels. 
With the aid of the state and the 
cooperative building societies, most 
of the people of Sweden are ade- 
quately housed. Most of the work 
in rural dwellings has had the bene- 
fit of state aid, but in the urban 
areas cooperative building societies 
have produced great developments 
at a cost which is within the means 
of the people. One of the largest 
of these building societies is the 
HSB, whose symbol can be seen on 
many housing projects in Stock- 
holm, Malmé and Goteborg. 





The way HSB operates is thus: 
The tenant who is part owner of 
the house must pay 10% of the 
value of the apartment in advance, 
and thereafter for 20 years an 
annual rent towards amortization 
of the building loan. After the 
lapse of this period, he is free of 
debt and receives back his initial 
capital stake. If a tenant wants to 
move or leave the organization, he 
may sell his apartment to any per- 
son approved by the management 
committee, which also scrutinizes 
the conditions of every transaction 
to see that no robbery takes place. 
As a rule, the maximum price al- 
lowed is the initial payment plus 
the amortizations made by the 
seller. 

The cooperative building  so- 
cieties have a twofold purpose—to 
secure lower rents and adequate 
living quarters for their members. 
The quality of the apartments pro- 
duced by HSB and similar build- 
ing societies will stand up beside 
any privately produced apartment 
building in Sweden or any other 
country of the world. They have 
not sacrificed quality for low costs. 
Their own architects are constantly 
at work improving plans and pro- 
ducing the best in design. The 
Reimersholme project is an excel- 
lent example of work done by 
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HSB. In 1943, the Island of 
Reimersholme was a heap of rub- 
bish. The town planning depart- 
ment of HSB started to work. 
Natural surroundings were pre- 
served as much as possible. Today, 
evidence of their work can be seen. 
Dwellings for 3000 people exist, a 
modern community sur- 
rounded by water, embedded in 


green trees. 


model 


The housing units in Sweden 
have taken many forms. The villa 
or detached house exists to a lesser 
degree than apartment-type units, 
because the people prefer living in 
apartments. For the most part, 
the villa developments are in small 
communities or in the outskirts of 
the cities. Since apartments are 
preferred, most of the housing 
groups contain units of that type, 
but these units have taken several 
forms. These forms are the ter- 
race house, a low strip-type house 
of one or two stories, usually with 
a garden; the point house, a tall 
structure with several apartments 
per floor, a central stair tower and 
elevators; the three- or four-story 
lamell buildings, usually walk-up; 
and the most recent development 
by architects Backstrom & Reinius, 
the star house, which are row 
houses in a sort of honeycomb form. 





The use of several of these different 
type units is not uncommon in a 
single project. This, combined 
with the natural surroundings, 
have produced housing projects of 
great beauty in Sweden, projects 
with a park-like atmosphere, amid 
the trees and rocks. 

Brick and stucco on brick are 
the usual finishing materials but 
considerable wood is used in some 
of the terrace houses and villas. 
The Inverness project contains ter- 
race houses with brick party walls 
and frame facades. The buildings 
with stucco finishes are painted in 
brilliant colors. The new point 
houses at Danvikslippan, of which 
there are nine, are of painted stucco, 
Ordinarily this brilliant painting 
might be objectionable, but in 
Stockholm, where everything is so 
colorful, the effect is quite pleasing. 

Stockholm has its “Old Town,” 
commonly referred to as Gemla 
Stan. The Swedes call this their 
slums, but it is hardly a slum area 
as we know slums here in America. 
Granted, it contains many narrow 
streets and is a congested area, lack- 
ing in light and air; but at the 
same time it is very clean. In 
Gemla Stan are found the quaint 
old shops; a truly delightful place 
with all the charm of a former 


Sweden. Here too, are found the 
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government buildings, although 
they do not have as much of the 
Swedish flavor, having been done 
by foreign architects before the 
time when Sweden came into its 
own as an architectural producer. 

While speaking of the old Swe- 
den, some reference should be made 
to Skansen, a museum of old farm 
and rural buildings, located high 
on Djurgarden, overlooking the 
city of Stockholm. Here at Skan- 
sen are the old Swedish buildings, 
the colorful log houses, churches, 
windmills and all the memories 
that are dear to the Swedes. Amid 
this setting many of Sweden’s na- 
tional holidays and traditions are 
held. Native costumes are as 
plentiful as conventional dress. In 
one section of Skansen can be found 
the old handicraft shops where one 
can see such trades as glass blow- 
ing, metal work, leather work, 
printing, baking, etc. being carried 
on as they were a hundred years 
ago in Sweden. 


The building trades were slowed 
up some during the recent war be- 
cause of the lack of materials and 
labor. But during this period, a 
great deal of planning and a few 
structures were produced. It was 
at this time that a _ reactionary 
movement set in in Swedish archi- 





tecture. The architects turned 
away from the style which won 
international acclaim during the 
1930s. The reason for changing 
their design was brought about by 
the feeling among the architects 
that functionalism was taking 
architecture away from the people. 
It was too sterile and cold. The 
new movement in Sweden is re- 
ferred to as “Humanism.” It is 
an attempt to make architecture 
more livable. An explanation of 
“Humanism” is very difficult. 
Even the Swedish architects can 
only give an explanation in gen- 
eralities. Yet this movement is 
very evident in the architecture be- 
ing produced in Sweden today. 
Perhaps the need for a more human 
architecture exists, but the present 
Swedish approach is for the most 
part unsuccessful. Most of the 
architects have resorted to the use 
of old Swedish details, which 
seems a mistake. More successful 
attempts at ““Humanism”’ have been 
achieved through the better use of 
color and materials and the use of 
planting. The Swedish architects 
are very serious in this movement, 
which is still in an elementary 
stage, and before they have finished 
they will have solved this problem. 

Schools have felt the effect of 
“Humanism” more than any other 
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building type. Stockholm can 
boast many fine schools, elementary, 
secondary and high, the latter be- 
ing equivalent to an American col- 
lege. Architects Ahrbom & Zim- 
dahl have designed many of the 
more recent schools. The Eriks- 
dahl Elementary School, completed 
in 1938, is a very large primary 
school, somewhat like a university 
in that it is made up of a group of 
buildings, all of which are beauti- 
fully designed. In an interview 
with the architects, they expressed 
the opinion that the school was too 
large for primary students, and if 
they were again to do the job, they 
would attempt to build several 
smaller separate schools rather than 
the large consolidated school. 

In the case of two secondary 
schools for girls, which were done 
in the offices of Ahrbom & Zim- 
dahl, one gets a good picture of the 
influence of “Humanism.” The 
Norrmalm School, completed in 
1938, has a gray stucco finish and 
a slight factory-like appearance, 
but otherwise beautifully detailed. 
The building is typical of the 
Swedish buildings of the time, 
with few breaks in the facade and 
with a flat roof. In 1945, after 
“Humanism” was introduced, the 
Sodermalm School was built. Al- 
though the need was exactly the 





same, and the general scheme of 
the schools is the same, their ap- 
pearance is different. Sodermalm 
School is faced with buff colored 
bricks. The roof is gabled, broken 
up with many chimneys (contain- 
ing air vents). Also, the shape of 
the windows has changed, but this 
is more a matter of personal prefer- 
ence than anything else. One 
other major difference does exist 
however, and that is in the audi- 
torium, where almost every con- 
ceivable change has been made, 
some of them for structural rea- 
sons. Sodermalm School’s audi- 
torium has a unique wooden ceiling 
with built-up wooden arches. It 
gives a very delightful appearance 
with the warm natural finish of the 
wood. This type ceiling cannot be 
repeated, however; building codes 
will not now permit it because of 
fire hazard. 

While on the subject of schools, 
it might be well to mention several 
other Stockholm schools. Archi- 
tect Paul Hedqvist did some very 
nice schools in the 1930s. Prin- 
cipal among these are the Trade 
School, quite well known because 
of the circular, free-standing, glass- 
inclosed stairs, and the Freedhall 
Elementary School. Other Hed- 
qvist-designed schools include the 
Technical Secondary School and 
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the Institute of Bio-Chemistry at 
Stockholm University. 

Another recent educational 
building in Stockholm with unusual 
requirements, is the State Handi- 
craft School. Here only the lead- 
ing craftsmen of the country are in- 
vited to attend courses, teaching the 
latest developments in the various 
crafts. Just about every known 
craft is taught from sewing and 
cooking, for women, to automobile 
mechanics, bricklaying and car- 
pentry, as well as the fine arts, in- 
cluding bronze casting of sculpture, 
ceramics, silver work, glass carving 
and many others. Each craft has 
varied requirements for the room or 
rooms in which it is taught. 


Stockholm has two fine new hos- 
pitals to care for the medical needs 
of the people, the Sodersjukhuset 
or South Hospital, and the Karol- 
inska Hospital. Both are very 
large institutions but are quite dif- 
ferent in architectural design. The 
South Hospital is one large stucco 
building with little or no landscap- 
ing, while Karolinska, located on 
the north edge of town, is made up 
of several dark red brick buildings, 
nestled among the trees and rocks. 
These buildings are connected by 
underground passages. This latter 
hospital is more “Humanized,” and 


no doubt the park-like atmosphere 
and somewhat smaller structures 
might have a psychological effect 
on the patients; quite obviously it 
makes a nicer appearance. As far 
as the actual content of the hos- 
pitals, they are quite similar. Also, 
there is no noticeable difference in- 
ternally from American hospitals. 

Only within the last fifty years 
have industries sprung up in Swe- 
den to assist their all-important 
wood industry and put the coun- 
try on a sound economic level. 
Some of the buildings housing the 
manufacturing industries show 
evidence of the spirit of contem- 
porary industrial design. The 
great Luma plant where electric- 
light bulbs are manufactured 
stands out in the horizon, day and 
night. During the day, the huge 
white masses stand out against the 
clear blue sky and by night the 
many windows are illuminated by 
the products manufactured within. 
Architect Adolph von Schmalensee, 
one of Sweden’s leading industrial 
architects, produced this building 
in 1930. Also, he was the designer 
of the recent buildings at the 
Marabou checolate factories, in- 


cluding the very fine research 
laboratory built in 1942. 
Another important industrial 


plant in Stockholm is the head of- 
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fice and factory of the L. M. Erics- 
son Company, manufacturers of 
telephone and communication 
equipment. The interest 
was in the office section. Almost 
every detail was conceived with the 
idea of communications, sound or 
light, dictating the form. The 
elevators were operated by an elec- 
tric eye. Perhaps the idea was 
carried a bit far when ceilings and 
walls take a wavy form to simulate 
sound and light waves. The pride 
and joy of the company is their 
Board Room, which has been exe- 
cuted in intarsia, a mural of inlaid 
woods, one of the greatest of Swed- 
ish decorative arts. 

No report on Sweden would be 


main 


complete without some mention of 


Satisfied 
need to know? 


that you know all you 
Neither are we. 


Carl Milles, the great Swedish 
sculptor. Although Milles has 
taken up residence in the United 
States, a great abundance of his 
work was done and can still be 
seen in Stockholm and other Swed- 
ish cities. Also his models are sent 
to Sweden for casting. The sculp- 
ture of Milles may be seen any- 
where in Stockholm. On the docks 
is “The Sea God,” a roly-poly mass 
of red granite. Before the Concert 
House stands the famous “Orpheus”’ 
be 


But for a very 


fountain. ‘“Sunsingers” 
seen everywhere. 


complete collection of the sculptor’s 


can 


work, one must travel to the Island 
of Lidingo to the Milles’ Villa 
and garden, which is now a state- 
owned museum. 


The Schools and Adult Education 


By Martin Stephen Kermacy 


ASSISTANT PROFESSOR OF ARCHITECTURE AND PLANNING, UNIVERSITY OF TEXAS 


HAT RESPONSIBILITY 
W:. should the 
sume in furthering the professional 
education of men in practice? 
I should like to begin by taking 
first the question, “Should the 
schools assume this responsibility ?”’ 


can 


schools as- 


Surely we must answer Yes, unless 


the university and colleges 


conceived to be a sort of super 


are 
trade-schools, teaching trade-pro- 
fessions, trade-arts, and trade-hu- 
manities. Such institutions could 
be considered as fully discharging 
their obligations to the individual 
and to society by producing gradu- 
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ates who know What, but not the 
Why. 

The primary function of an in- 
stitution of higher learning is to 
stimulate the thought process 
within the mind of the individual ; 
demonstrable and knowledgeable 
facts are mere tools to this end. 
By means of these tools, the uni- 
versity serves as an _ auxiliary 
starter to the intellect, using Ef- 
fects to investigate Causes, study- 
ing Parts to know the Whole, pre- 
senting Facts to pursue their Mean- 
ing. This continuing process of 
integrating the fields of human 
knowledge and experience is the 
beginning of wisdom. 

The pursuit of knowledge is 
worthy only in so far as it con- 
tributes to the progress and happi- 
ness of the society of man. The 
ideal of progress and happiness em- 
bodies a sense of responsibility in 
the individual, both to himself and 
to society. This concept of respon- 
sibility is a corollary to the educa- 
tional process, and when the schools 
undertake the responsibility for 
furthering the professional educa- 
tion of men in practice, they act 
through a duty which is theirs 
without volition. 

Any program for further pro- 
fessional education presupposes a 
sincere desire on the part of the 


schools to contribute to the profes- 
sion in terms of time, staff, and 
budgetary allowances. Such a pro- 
gram also assumes that the profes- 


sion is interested and _ desires 
further professional education. The 
program also presupposes that 


teachers are qualified men who, 
along with their ideals, recognize 
and are sympathetic to the prob- 
lems and limitations of competitive 
practice, anticipate them, and are 
ever looking toward new and better 
solutions for them. 

A curriculum for further pro- 
fessional education divides natu- 
rally into refresher courses, and 
courses designed to keep the prac- 
tising architect up to date on prog- 
ress in the profession. Refresher 
courses should present a condensed 
version of basic courses in the de- 
gree curriculum for those who de- 
sire, either from practical or cul- 
tural motives, to review work in 
this area. To be practical and ef- 
fective, these courses must be spe- 
cifically designed for this purpose. 
The most readily preceivable need 
for such courses is in the structural 
and mechanical fields, for while 
specialization has advanced to the 
point where it is the unusual archi- 
tect who can solve the simplest 
structural or mechanical problem, 
there still remains the small office 
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without access to engineering help, 
yet loath to let the Portland Ce- 
ment Association design its con- 
crete, Bethlehem its steel, or the 
electrical contractor its wiring sys- 
tem. 

New courses may run the gamut 
of both technical and non-technical 
subjects. The schools could ad- 
vantageously provide studies in the 
newest construction techniques, the 
technical and legal phases of pro- 
fessional practice, and _ personnel 
relations. First in importance is 
still, I insist, Design, and this sub- 
ject, in connection with our thesis, 
gives rise to interesting speculation. 

I believe every architect who ever 
fancied himself as a designer (and 
if we count heart-of-hearts instead 
of noses we get a clear majority 
of the profession), secretly 
openly believes he can do a better 
job of teaching than the professors. 
Herein lies the greatest oppor- 
tunity for the schools to be of 
service to the practitioner. I say 
give him the opportunity to test his 
belief, and whether in so doing he 
prove himself right or wrong, we 
shall all be wiser for the process. 
For those of you who have not ex- 
perienced it, let me sound a warn- 
ing: The student of design wants 
to know Why; unless you are pre- 
pared either to explain or to dis- 


or 


card your most cherished notions 
about design, don’t mention them. 
The chastening power of this 
process holds an educational value 
from which the most accomplished 
practitioner does not fail to profit. 

Design courses for practitioners 
should then, provide first of all for 
contact, democratic and without 
benefit of professional ceremony, 
with undergraduates. In addition, 
the schools should emphasize de- 
sign theory and philosophy in a 
paralleling course or courses, be- 
cause theory is the special province 
of the schools, and because theory 
precedes sound practice. Often 
the bemused practitioner rejects 
the efforts of the younger men be- 
cause of faulty detail, and in con- 
centrating on the faults completely 
fails to recognize the quality of the 
over-all conception and the con- 
viction underlying it. 

The architect is a competent and 
practical man; so competent he can 
properly detail almost anything— 
and often so practical he does not 
realize the creative potentialities 
of coupling his knowledge and ex- 
perience with philosophic convic- 
tion. He should be afforded the 
opportunity occasionally to do a 
project in continuous consultation 
with the school’s design staff, and 
free for once from strict budget 
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limitations, clients’ vagaries, and 
the countless other trials that 
plague the profession in the every- 
day business of making a living. 
For the creative spirit a momen- 
tary breath of air in this oppressive 
atmosphere of expediency and prac- 
ticality: If I were free to; If I 
had a million dollars . . . 

Time is the particular problem 
of a curriculum to further profes- 
sional education. The busy prac- 
titioner can rarely afford the time 
necessary to take concentrated short 
courses; these must, therefore, be 
limited to review courses and sub- 
jects that cannot reasonably be 
handled in any other way. All 
other subjects could be treated most 
advantageously by the seminar 
method, consisting in presentation 
of papers by qualified individuals 
who may be practising architects, 
teachers, or professionals in related 


fields. In the discussions following 
the presentation of the subject, the 
influence of the school is exercised 
in the role of moderator. This 
method of instruction, in which the 
school also serves as program ar- 
ranger, is widely used at such uni- 
versities as Minnesota, Michigan, 
Michigan State, Washington, Flor- 
ida and Oklahoma. 

If, as we claim, the practice of 
architecture is a profession, it is 
not because we claim it, but be- 
cause our occupation involves 
mental more than manual labor, 
and _ because activities 
founded on a liberal education. As 
the concept of social and profes- 
sional responsibility lies implicit in 
liberal education, and as liberal 
education is the schools’ trust, so 
must it be their liability to nurture 
and cherish the Ideal, and their 


onus if it default. 


our are 


In a large expanse of wall what do you use 
to preserve scale—large units or small? 


Skill With Scale 
By Edwin Bateman Morris 


PLEASANT postprandial diver- 
A sion of architects is to discuss 
that elusive and will-of-the-wisp 
subject Scale. The definition of 
scale might be: the quality that 


makes a thing as big as it is —a 
combination of wording that skirts 
absurdity. Yet it becomes a high 
point of design contemplation be- 
cause of the tendency of archi- 
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tects in their haste or inspirational 
abstraction to falsify a surface. 

Architects over the ages have, 
in a sense, feared an expanse of 
wall. It was a thing to be written 
upon, to be ornamented, and 
when the accent had been placed, 
there arose the gnawing fear that 
the motive was either too big or 
too small. A part of that think- 
ing was the size of the component 
parts. An adequate indication of 
size might be large parts, empha- 
sizing bigness; or small parts, 
which by their multiplicity under- 
lined expanse. 


What did one do about that? 
Large size of parts was a strong 
and appealing thing. Yet an 
effective device was the many 
parts, whose continued repetition 
gave a message of far spread and, 
by their very impossibility of 
being counted, spoke of infinity. 

A while ago | was in the new 


Bernhard 


ERNHARD HOFFMANN was a 
B practical idealist in the best 
American tradition. A telephone 
engineer in New York, he moved 
about thirty years ago for reasons 


station of the Norfolk and Western 
Railroad at Roanoke, Virginia, an 
efficient yet rather uninspired 
piece of passenger-handling ma- 
chinery. But its careless and half- 
awake architectural simplicity 
was relieved and almost redeemed 
by the texture of its walls, which 
were an unbroken field of warm 
suede-grey tiles, 2’ square, which 
varied somewhat in tone and 
caught the light on their surfaces, 
giving the changing sheen of a 
pleasant fabric, or perhaps that 
almost imperceptible light varia- 
tion one sees on silver fur. 

One of the accomplishments of 
our present architecture is this 
ability to obtain warmth and ex- 
pression from a completely unor- 
namented surface setup, as it 
were, like a wide construction fab- 
ric. The photograph shows the 
2” units and the effect of expanse 
and scale achieved by their sim- 
plified use. 


Hoffmann 


of family health to Santa Barbara, 
California. 

Here he worked enthusiastically 
in preserving from ruin the ancient 


adobe buildings of Spanish-Colo- 
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nial times, encouraged the design 
of architecture founded on Spanish 
precedent, restored the famous de 
la Guerra adobe featured in Dana’s 
“Two Years Before the Mast,” 
and had built adjoining it, with 
his wife, the Paseo, a charming 
congeries of shops grouped about 
a central patio and designed by 
James Osborne Craig, after whose 
untimely death the buildings were 
completed by Carleton M. Wins- 
low. Through the Community 
Art Association Mr. Hoffmann 
helped create public opinion for 
good and appropriate architecture 
to such an extent that Santa Bar- 
bara became one of the most at- 
tractive small cities in the United 
States. 


In recognition of these con- 
spicuous achievements in the fur- 
therance of distinguished architec- 
ture Mr. Hoffmann was made an 
Honorary Member of The Ameri- 
can Institute of Architects in 1929. 

Frail in body but abounding in 
spirit, he worked with self-effacing 
devotion for civic art, city planning, 
roadside beauty, better homes, 
music and drama, and many other 
cultural causes dear to his heart. 
The charm of Santa Barbara will 
carry through the years the touch 
of his hand. 

He died July 7, 1949 at Stock- 
bridge, Massachusetts, the town of 
his boyhood. 

—Wno. TEMPLETON JOHNSON, 

F.A.1.A. 


Calendar 


September 11—November 20: 
“Exhibition for Modern Living,” 
Detroit Institute of Arts, Detroit, 
Mich. Alexander Girard, Eero 
Saarinen and other architects are 
on the Executive Committee. 

September 26-29: American 
Hospital Association’s 51st Annual 
Convention, Hotel Statler, Cleve- 
land, Ohio. 

September 30—October 1: An- 
nual Great Lakes Regional Semi- 
nar, Indianapolis, Ind., in which 
Light, Color and Acoustics will be 
studied. Further details from 


Arthur Wupper, 10220 Architects’ 
Bldg., Indianapolis, Ind. 

October 20-21: Annual Conven- 
tion of the New York Association 
of Architects, Rochester, New 
York. 

November 1, 2: Semiannual 
Meeting of the Board of Directors, 
A.I.A., White Sulphur Springs, 
W. Va. 

November 4-5: The West Vir- 
ginia Chapter, A.I.A., meeting at 
The Greenbrier, White Sulphur 
Springs, W. Va. All AIA. 


members are invited. 
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December 4-10: VII Pan-Amer- 
ican Congress of Architects, Ha- 
vana, Cuba. 

January 16-19, 1950: The First 
Plant Maintenance Show, in the 
Auditorium, Cleveland, Ohio, in 
connection with a four-day Con- 
ference on Plant Maintenance 
Methods. 

January 21, 22: North Ameri- 
can Conference on Church Archi- 
tecture and the Church Architec- 
tural Guild, Neil House, Colum- 
bus, Ohio. Exhibit of Church 


Architecture, Arts and Crafts by 
Interdenominational Bureau of 
Architecture and manufacturers, 
Neil House, Jan. 21 to 25. 

January 23-27: Southwestern 
Air-Conditioning Exposition, State 
Fair Park, Dallas, Texas, in con- 
nection with the 56th Annual 
Meeting of the American Society 
of Heating and Ventilating Engi- 
neers. 

March 28-31: National Plastics 
Exposition, Navy Pier, Chicago, 
Ill. 


Searle) 


Requiem Notes on ‘The Fountainhead”’ 


To supplement the reviews of Ayn Rand's screen play pub- 
lished in the July JourRNAL, here are several characteristic ex- 
cerpts from the reports of other reviewers of like mind. 


“The Warner Brothers, whose 
eager fingers are incessantly grop- 
ing for the pulse of the public, 
have evidently decided that the 
pressing problem of the day is the 
plight of the nonconformist archi- 
tect . . . The hero has to battle 
the most powerful publisher in New 
York, who so loathes his fellow- 
man that he finances the construc- 
tion of horrible-looking buildings 
just to offend his fellow-man’s 
aesthetic sensibilities. All kinds 
of hidebound architects are opposed 
to our boy, too, but there is a girl, 
crazy for beauty, genius, and great- 
ness of soul, who understands and 
loves him. This girl is something 
less than stable. As a matter of 
fact, it’s hard to grasp why she is 


allowed to run around loose, since 
she is always muttering about be- 
ing afraid of love, while rolling her 
eyes frantically and flopping about 
on divans like a seal . . . She doesn’t 
have a good day, actually, until she 
joins the hero in blowing up a 
housing development about the size 
of Stuyvesant Town. He does 
this because a few classical friezes 
have been superimposed on his de- 
sign, thereby ruining its nice, square 
lines . . . The most asinine and 
inept movie that has come out of 
Hollywood in years.”"—JoHn Mc- 
CaARTEN in The New Yorker. 


“This thesis is that the artists— 
the ‘creators—in this world are 
justified in maintaining their rigid 
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independence of public pressure at 
all possible costs and that the in- 
terests of the individual genius, 
not the interests of society, must 
be served . . . By its dark in- 
nuendoes, it is the ‘mob’ which 
blindly resists the efficiency and 
the light-shedding beauty of its 
hero’s architectural designs. It is 
the insensitive ‘people’ which per- 
mit themselves to be swayed by 
selfish and power-hungry leaders 
into shunning the genius’ works. 
And it is, by some specious dialectic, 
society itself which becomes a 
cruel and inflexible ‘collective’ 
against the freedom of the in- 
dividual man . . . By stacking the 
cards in favor of the hero, whom 
Gary Cooper plays; by wildly dis- 
torting the aspects of the normal 
behavior of men (such as having 
the staff of a huge newspaper pull 
a walk-out because of an architec- 
tural feud) ; by using high-sound- 
ing phrases to say absurd and 
empty things, it whips up a strange 
enthusiasm for an illusion of rec- 
titude. But behind this beguiling 
illusion is a dangerous doctrine in 
which to place faith.”—Bos.Ley 
CowTHER in The New York 
Times. 
he 


*... She has achieved a motion 
picture that will rank high in the 


voting when the time comes to 
select the most preposterous crash- 
ing bore of 1949 . . . Gary Cooper 
has the great misfortune to find 
himself miscast in the leading role 


in “The Fountainhead.’ He plays 
the idealist architect of Miss 
Rand’s imagination, who never 


compromises with principle and 
permits buildings he has designed 
to be built only as he has designed 
them. Never did Mr. Cooper look 
more uncomfortably like a man 
who didn’t give a hang about prin- 
ciple, but just wished he were 
somewhere else, like out on an open 
prairie .. . Raymond Massey plays 
a newspaper publisher who wants 
Power. Mr. Massey is a good man 
to have around, but he is no more 
of a match for the flamboyant script 
than Mr. Cooper... Mr. Massey 
shoots himself. It’s a good thing 
he hadn’t seen the picture yet, or 
he might have used live ammu- 
nition. Anyhow, this leaves Miss 
Neal, her character developed, free 
to go to Mr. Cooper and she does. 
Whether she reaches him or not, 
we couldn’t say. She was halfway 
up the uncompleted structure of 
the tallest building in the world, 
looking far down on the Empire 
State Building, when we had to 
leave. Our nose bleeds at 27,000 
feet..—Harry MacArtuur in 
the Washington Evening Star. 
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Gregory Ain’s Low Bid 


Gregory Ain, a member of the Southern California Chapter, 
A.LA., aspires to be Poet Boreate of his chapter, and thus ad- 
dresses Theodore Criley, the Editor of the Chapter Bulletin: 


Dear Ted, the ed- 
itor: 

It’s said 
“Man liveth not alone by bread.” 
How true! I rue to think, not few 
refuse to choose the muse instead. 
For poetry, I grieve to say, 
is lacking in the A.LA., 
leading me thus to fuss today. 
I feel, to deal with real material, 
first durst touch much on the ethereal. 


Behold me then, a candidate 
aspiring humbly to the state 

of CHAPTER PoeT BorEATE. 

The right to dare this chair exalted 
must light on some one by default, Ted. 
But if you deem I seem too bold, 
well, we can have the Chapter polled. 


I'll lay my cards right on the table 
and outline why I think I’m able 
to fill the bill, and to deliver 
lyrics to make your liver quiver: 


ee I can pun on how to dun, 
and teach how creditors to 
shun 


Two ...... It is true that even you 
need views of news in 
brighter hue. 
I’ll preach with speech as 
fresh as dew, 
and this will never frighten 
you. 


Turee....You will see that Art, to me, 
is something not beyond the 
sea; 

I’ll show beauty as the duty 
of each Institute recruitee. 


Four ......What’s more, the chores that 
bore 
others will not make me sore; 
I'll report on kitchen floor 
as well as on more noble lore. 


a I thrive (I’m still alive) 
through F.H.A. and danker 
dive. 
Even the L.A. Building Dept. 
has not yet made me feel 
inept. 


eee I'll fix you tricks how to col- 
lecture 
fees and debts in architecture. 


Give me an answer, Theodore, 
before I batter down your door. 
Ere you peg me in the neg- 
ative, examine well, I beg, 
the pome below.* 
Sincerely, 
Greg. 


P. S. I guess it’s best you rest 

a bit before the final test, 

lest the pest of my preamble 
make you trample gn my sample. 


*Reserved for a future issue if, after 
this, we are allowed to continue pub- 
lication—Ed. of JOURNAL 
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The Cathedral 


A FABLE OF THE MIDDLE ANCIENT TIME, THE MORAL OF 
WHICH, IF ANY, YOU WILL HAVE TO DEDUCE FOR YOURSELF 


In TWO PARTS—Paart I. 


By Harry F. Cunningham 


COLONEL, G.S.C., U.S.A., RETIRED 


T HAS COME to our ears that, in 
I the ample and glorious days of 
the Middle Ancient Time, a King 
came home from the Wars. Now 
there was nothing very remarkable 
about this of itself, for he had often 
done exactly the same thing before. 
It was a part of his job—a very 
important part of his job—to come 
home from the Wars every little 
once-in-a-while. But the particular 
homecoming concerning which runs 
the tale we have heard, was dif- 
ferent in at least one respect from 
all pricr homecomings of this par- 
ticular King. For he had beaten 
the current enemy or, to put it 
more accurately, his Army had. 

Now this King, before he left 
for the Wars, he vowed him a vow. 
And this again was not a par- 
ticularly noteworthy thing for him 
to have done. For the vowing of 
vows, great and small, was a regu- 
lar part of his royal job (although 
the keeping of them was quite an- 
other matter and one in which the 
job allowed him a considerable 


degree of latitude). However, the 
vow concerning which this tale is 
told was by way of being a very 
special vow—a Vow with a capital 
V—in that it really had to be kept. 
It had been vowed (carelessly 
enough to be sure) on the very 
holiest of all the Holy Relics and 
in the hearing of a considerable 
number of really important persons. 
And VIPs have colossal memories 
as well as means for insisting upon 
the accomplishment of things they 
remember. Life has changed but 
little, in its major aspects, since 
the Middle Ancient Time. And 
the Vow which the VIPs heard 
and remembered had promised that 
the King would build the most 
beautiful Cathedral in the world if 
he came home safe and sound (as 
he was practically certain to do) 
and had beaten the current enemy 
in the bargain (which was by no 
means so certain and therefore left 
a ray of hope). But, the current 
enemy had been beaten, so the Vow 


had to be kept. 
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So, when he came back to his 
Capital City a little behind the 
news of his coming (for news 
traveled faster than Kings, even 
in the Middle Ancient Time) the 
King found the Royal Reporter at 
the City Gate with quill and parch- 
ment, breathlessly awaiting the 
royal First Word. The Official 
Spokesman—on behalf of His 
Majesty—gave the good people a 
greeting and a wish for their con- 
tinued health, happiness and pros- 
perity, assured them of the funda- 
mental soundness of the country’s 
economic structure, and promised 
an important announcement con- 
cerning the fulfilling of the Royal 
Vow in due course. 


Realizing that the Vow con- 
cerned the building of a Cathedral 
and that building was distinctly 
their business, the Architects who 
hung regularly about the Court, 
trimmed their beards, polished up 
their nails, and hung about more 
conspicuously than they had ever 
hung about before. They ques- 
tioned every questionable person 
about the Court until they had 
run quite out of questions—and 
they learned exactly nothing at all. 
And this was so unusual—and so 
very bad—a state of affairs, that 
they held a caucus and appointed 


a committee of the Best Beards to 
wait upon His Majesty, the King, 
and acquaint him with the proper 
procedures to follow to secure an 
Architect for the most beautiful 
Cathedral in the world, without 
going outside the regular Court 
circle. This was a notable com- 
mittee. Of its members, one had 
built the tallest building in the 
world, another had built the widest 
building in the world, and _ its 
Chairman had collected the largest 
fee (all in cash) that had been 
paid to an Architect since ever the 
world began paying fees to Archi- 
tects. Each member of the com- 
mittee was, of course, a full Fel- 
low of the Inner Circle and each 
sported a bountiful beard. 

In accordance with the require- 
ments of the protocol, the King re- 
ceived this imposing committee, as 
even Kings must receive imposing 
committees, and appeared to listen 
attentively as lengthy dissertations 
on Ethics, Morals, Religious Sig- 
nificance, Fees (of course), and as- 
sorted what-nots were filtered 
through the Best Beards in the 
profession. Piles of pious precedent 
were unloaded into the patient 
Royal ears. All of the organiza- 
tion magic—all, that is, that was 
safe to spread—was spread before 
the King. It was observed by one 
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of the pages that His Majesty had 
a faraway look in his eyes and a 
bit of a twinkle now and then, as 
this palaver went on. But the page 
never told anybody about that. 
After the Chairman had made his 
summing-up speech, His Majesty 
thanked the committee for its 
painstaking presentation of the Pro- 
fessional Magic and excused the 
distinguished gentlemen, first how- 
ever, leaning down from the throne 
to hang his own collar of the 
Order of Bigger and Better Bun- 
combe about the great neck of the 
Chairman, against whose beard the 
jeweled decoration made a very 
fine showing indeed. The gentle- 
men of the committee bowed with 
appropriate decorum and slowly 
backed from the presence. They 
went down the grand staircase in 
high spirits. They had done the 
obvious thing at the obviously 
proper time and they had done it 
well. And so much, for the 
moment, for the Best Beards. 


But the King—once the com- 
mittee was well out of earshot— 
turned to the Royal Secretary and 
remarked that the language was 
sadly deficient in words adequate 
for the expression of certain senti- 
ments. And he laughed the most 
Royal laugh that had been heard 


in many a day. He beckoned to 
a page and said, “And you, my lad, 
will straightway seek out and bring 
directly to our presence the good 
Maitre Carolus, our Director of 
State Tourneys.” In short order 
the page returned accompanied by 
Maitre Carolus, whom His Ma- 
jesty hailed with great delight. 
(The King was very fond of 
Maitre Carolus—he was the only 
honest man in the Court circle, and 
even a King may be fond of 
an honest man when he can find 
one. The trouble is, of course, that 
it is very hard for men to be really 
honest with Kings.) The Director 
of State Tourneys was always a 
bit afraid when he came before the 
King. He was a retiring sort of 
chap and the mere idea of kingship 
frightened him. Being the sort of 
chap who does things better than 
they need be done, Carolus was al- 
ways fearful that he had left some 
detail undone, and his neck itched 
him most of the time. However, 
he bowed quite properly and 
awaited the Royal word. 

The King smiled at Maitre 
Carolus and anybody might have 
seen the merry twinkle in the 
Royal eyes. “And what has our 
good Director been doing of late?” 
he asked. The Director replied 
that he had been working on a re- 
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vision of the National Tourney 
Code, in the effort to make it afford 
full protection and insure adequate 
rewards, to all who tilted accord- 
ing to its provisions. And he hoped 
that he might be able to shorten it 
somewhat. The King laughed 
outright, which was, of course, a 
perfectly human and quite un- 
Kingly thing to do. 

“Aha, good Maitre Carolus,” 
said the King, “we have a real job 
for you now. We plan to have a 
Tourney such as was never had 
before. The lances will be good 
straight goose-quills and the gore 
that flows will not be the red blood 
of doughty warriors but the black 
ink of those who wield the quills. 
And this Tourney will be fought 
on a field of parchment. We plan, 
in short, to have a competition for 
a design for the most beautiful 
Cathedral in the world. And you, 
good Maitre Carolus, are to hive 
full charge of the thing. We im- 
pose no restrictions, we have only 
one requirement. This competition 
must bring us the design for the 
most beautiful Cathedral in the 
wide world, and there you are! 
Now isn’t that the sort of Tourney 
that you would really like to 
handle?” 

The Director of State Tourneys 
quite forgot that the King fright- 


ened him. He smiled. Here was 
a real job at last. He thanked the 
King and backed from the Royal 
presence, 


Once back in his study, Maitre 
Carolus began to consider how best 
the Royal command might be car- 
ried out. Obviously, there must 
be a Programme; there always 
was a Programme. And the Best 
Beards would surely have to pass 
on this one. The King had not 
mentioned the Best Beards, and 
that was very odd, for this Tourney 
certainly touched the pious pre- 
cincts of their precious profession. 
It could not be that the King had 
forgotten the Best Beards, for they 
maintained a very active National 
Society for the Prevention of For- 
getfulness. He must immediately 
ascertain His Majesty’s wishes in 
the matter of the Best Beards. So, 
he sent his page to the Royal Sec- 
retary to ask information in this 
connection. 

When Maitre Carolus read the 
note the page brought back, he 
smiled a grand good smile and 
clapped his hands with joy. “That,” 
he said, “is exactly the place they 
should go, of course, but Charon 
would never let them in his boat 
and I know they can’t swim.” And 
with the Best Beards thus royally 
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relegated to Limbo, the good Di- 
rector set gaily to work on his pro- 
gramme. He drew on the Royal 
Library for all the Tourney Pro- 
grammes that had ever been writ- 
ten and he read them all. It took 
forty pages of foolscap parchment 
to contain the wisdom gathered 
from these dusty, musty manu- 
scripts. Obviously, forty-odd pages 
made quite too bulky a package— 
even for a Programme. It must 
be boiled down. He boiled it all 
down to about twenty sheets and 
could boil no more. He was rather 
proud of his success as a boiler, 
but even so, it was still a pretty 
sizable thing and the copying of 
it, in the many copies necessary for 
full circulation, would take many 
scribes many months. He needed 
help and advice. So, he called a 
conference of all those persons who 
had no knowledge of the matter in 
hand but whose sentiments were 
known to be proper. When the 
notes of the conference had been 
transcribed and Maitre Carolus 
had read them over, he realized 
that all of the resolutions concern- 
ing mandatory and non-mandatory 
phrases, clauses, sentences and 
articles, would run to many more 
than his twenty sheets. The good 
Director was in a quandary. He 
had heard also, that the King was 


wondering why he hadn’t come up 
with something. 

Finally, in a state of mixed fear 
and desperation, Matre Carolus 
called upon the Royal Secretary 
and asked for an audience with the 
King. The audience was granted 
with suspicious promptness and, 
when Maitre Carolus came before 
His Majesty and saw the hard 
glitter in the Royal eye, he knew 
that his job and his neck were 
hanging by the same very slender 
string. 

“Your Majesty’s servant has 
come up against a wall and cannot 
seem to scale the wall without the 
aid of the Royal wisdom,” said 
Maitre Carolus. 

“And what, Sir Director, is the 
nature and composition of your 
wall?” queried the King. 

“Sire,” wailed the Director, “I 
cannot make a Programme. There 
are not enough restrictions and 
there are no definite requirements. 
There is just nothing to go on—it 
is all so blank.” 

“So, it is ‘blank,’ is it?” purred 
the King. “I always loved that 
little word ‘blank.’ I love a blank 
book, I adore a blank wall. Each 
has such infinite possibilities. But, 
if something doesn’t happen pretty 
blankety-blank soon, I wouldn’t 
give a Turk’s toenail for your 
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blankety-blank-blank neck, my 
good Maitre Carolus. I want a 
design—not a Programme!” 

“And the King, who never made 
long speeches nor ever used the 
personal pronoun in the singular 
number unless something pretty 
terrible were in the air, waved the 
Royal Skibook in such a manner as 
to suggest to Maitre Carolus the 
desirability of a speedy exit from 
the Royal presence. 


If the Director of State Tour- 
neys was in a quandary before, there 
was no word in the language 


fittingly to express the state he was 
now in. 


He got himself back to 





Architects Read and Write 


Letters from readers—discussion, argu- 
mentative, corrective, even vituperative. 


his study somehow and perched 
himself on his high stool. “Well,” 
thought he, “if the King wants a 
design and not a programme, why 
not ask for the thing he wants and 
forget all this hullaballoo about a 
Programme?” It would, of course, 
be an unheard of thing to do, this 
asking for a mere design, without 
a Programme. But why not try 
it out anyway? Why not, indeed? 
The motto of the good Director’s 
house was, “Adu moins une fois,” 
and any way he looked at things, 
his neck itched him; one chance 
was as good—or as bad—as an- 
other. 
(To be concluded) 





SHALL WE Cris? 


By Guy Srupy, F.A.1A., St. Louis, Mo. 


N A recent number of The At- 

lantic Newman Levy, in an 
article entitled, “They’ve Stolen 
My Plot,” discusses plagiarism 
from the writer’s point of view and 
makes clear that authors freely 
draw from the past, quoting Kip- 
ling’s lines: 


“When ’Omer smote ’is bloomin’ 
lyre, 


He’d ’eard men sing by land an’ 


sea; 
An’ what ’c thought ’e might 
require, 
’E went an’ took—the same as 
me!” 


We architects have always kept 
our sights set high, and theft of 
direct ideas has never been con- 
sidered strictly legitimate; but if 
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we may consider our professional 
brothers, the writers, honorable 
men, perhaps the art of architecture 
would be better off today if we, too, 
had a bit more easy conscience. 
Amongst the men of the modern 
school it has become fashionable to 
condemn the architects of the first 
quarter of the nineteenth century 
for stealing from the past, yet they 
do not hesitate to steal from one 
another of the little that there is 
to steal. And they have so stripped 
our architecture of both motifs and 
details that a building today is 
scarcely more than four plain, un- 
adorned walls pierced all over with 
nothing but monotonous factory- 
designed windows. 


This is not to say that out of 
the whole product of modern 
architecture one cannot find some 
good, for in mass composition much 
has been accomplished. But most 
of this mass composition has been 
mere striving for effect ; the lapping 
over of one mass upon another is 
seldom satisfactory and more fre- 
quently, bad. Nor have the new 
materials, for which so much has 
been claimed, produced startling 
results. I carry in my mind’s eye 
only two or three new motifs that 
modern work has created. There 
is that much-used doorway, re- 
cessed by rounding or curving the 
walls at the side, which, when done 
well, isn’t bad at all and one which 
might be called ‘“‘a swell motif” ex- 
cept for the fact that it has been 
done to death. ‘The other is the 
massive wall thrust into so many 


designs, although it serves no use- 
ful purpose except to make a 
mockery of the most sacred tenet 
of the modernist’s creed. The motif 
might properly be called “The In- 
ternational Harvester Company’s 
Wall,” as it has become one of the 
distinguishing features of that com- 
pany’s country show rooms, 

With the denuding of our archi- 
tecture, one looks around for the 
professional architectural critic, 
only to find that he, too, has passed 
out of existence. As I recall 
names, Lewis Mumford’s was 
about the last on the list. Perhaps 
he, as much as anyone, was respon- 
sible for the chorus of amateur 
critics who considered American 
architects of thirty years ago to be 
plain cribbers. It was Lewis Mum- 
ford who damned the work of that 
period with faint praise by calling 
it “eclectic” and simultaneously 
endorsed the modern movement. 
Then, within a few years, he found 
that the field which he had helped 
sow produced such a disappointing 
crop, he switched his endeavors 
to what one can hardly call greener 


fields. 


In the first architect’s office that 
I entered I was fortunate to be as- 
signed to a table alongside of a 
highly skilled draftsman and a good 
designer, Louis Smetana. When- 
ever he had a building to design 
he got out a number of books and 
a pile of plates for intensive study. 
After he developed a tentative plan, 
he began on the elevations, select- 
ing his different motifs from the 
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material in front of him and, after 
innumerable studies, invariably ar- 
rived at a highly satisfactory re- 
sult. I recall that the less gifted 
men in the office, envious of his 
skill, accused him of cribbing his 
designs and that he invariably re- 
plied, “It takes a damn good man 
to crib!” 

To close one’s eyes to the past 
is as futile as to gaze into a crystal 
ball and, as far as I can see, 
cribbing in architecture is no dif- 
ferent from cribbing in literature 
and is equally legitimate. For us 
architects to set ourselves up as the 
most holy of creative artists is but 
to emphasize a foolish and unten- 
able position. In architecture, as 
in literature, if the designer is an 
artist he will combine old motifs 
and details so as to form something 
actually new and he will infuse 
into the whole a new spirit which 
is all-sufficient and worthy of ac- 
claim. 

Architects seldom lift a whole 
facade, although McKim, Mead & 
White did just this with great suc- 
cess. Their Madison Square 
Garden Tower was, of course, a 
steal from the Cathedral of Seville, 
their Boston Public Library from 
the Library of Ste. Genevieve in 
Paris, the Tiffany Building from 
a Venetian palace—but in each in- 


stance they improved upon the 
prototype. And so one finds ample 
precedent for cribbing amongst 
architects. We have seen that 
Kipling approved of cribbing; and 
the high priest of modern poetry, 
T. S. Eliot, gives it his sacerdotal 
blessing—provided, of course, the 
original is improved upon—and 
Mark Twain was free to admit 
that all humorous stories are based 
upon one of seven original jokes. 

But already we are beginning to 
hear voices, and oddly enough com- 
ing from the very centers of learn- 
ing which were at the start so 
eager to endorse the modern style 
—voices that indicate an uneasi- 
ness and fear that this stripping of 
our buildings of all motifs and 
ornament has not produced the 
happy results expected. Already 
men are asking, “Shall the Ameri- 
can scene be made still more bleak 
and drab?” But it will do no good 
to weep and wail and say that so 
long as we keep our noses in our 
ledgers we will have no interest in 
the arts. The world has passed 
through other barren periods; but 
always after a time, in response to 
the soul of man, art and beauty 
have flowered again. The truth is, 
there never was a period when 
there were not a few men to keep 
the flame alive. 


Books &? Bulletins 


Marcet Brever: ARCHITECT 
AND DESIGNER. By Peter Blake. 
128 pp 8%” x 10%”. New 
York: 1949: The Architectural 


Record for The Museum of 
Modern Art. $4. 

The author is Curator of the De- 
partment of Architecture and 
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THE CHURCH BUILDER. 


RETHINKING URBAN 


Design at the Museum of Mod- 
ern Art; he presents an under- 
standing and sympathetic record 
of the pioneer who came here 
in 1937 and who has had, with 
Dr. Gropius, great influence in 
Harvard’s School of Architec- 
ture. 

By EI- 
bert M. Conover, 192 pp 6” x 
9”. New York: 1948: The In- 
terdenominational Bureau of 
Architecture. $2.75. 

The Director of the Interde- 
nominational Bureau of Archi- 
tecture since 1934, Dr. Conover, 
as a pastor and as a keen ob- 
server of church building for 
many years, brings together the 
fruits of his wide experience. 
DEVELOP- 
MENT. By Coleman Woodbury 
and Frederick A. Gutheim, 30 
pp 734” x 10%”. Chicago. 1949: 


ARCHITECTURAL DRAFTING. 


Public Administ’n Service. $1. 


The authors’ names are known 
wherever urban development is 
a subject for serious thought. 
With characteristic understate- 
ment they offer this pamphlet as 
“only a preliminary analysis and 
outline of problems and po- 
tentialities.” 


FLORENTINE ArT UNDER Fire. 


By Frederick Hartt. 157 pp 
634” x 10%”. Princeton: 1949: 
Princeton University Press. $5. 
The story of Tuscany and its 
art treasures as told by a scholar 
in the field of Italian Art, who 
served there in World War II 
as a Monuments, Fine Arts and 
Archives Officer. There is an 
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appendix listing the intact monu- 
ments and also the damaged 
monuments and their repairs. 


By 
Wm. J. Hornung. 160 pp 8%” 
x 11”. New York: 1949: Pren- 
tice-Hall, Inc. $4.50. 

Material for use in vocational 
and technical schools, based on 
a course in National Technical 
Institute, New York City. 

AND ByYROADS OF 
ProvipENcE. By John Hutchins 
Cady. 70 pp 5” x 7%”. Provi- 
dence: 1948: The Akerman- 
Standard Press. 

A guide to the architectural and 
other historic treasures in and 
near Providence, R. I. Many of 
our cities would do well to pat- 
tern after this service to visitors, 
by Mr. Cady, a Fellow of The 
Institute and Past President of 
the Rhode Island Chapter. 


MapPING FOR PLANNING. By E. 


B. Wilkens. 29 pp 7%” x 
10%”. Chicago: 1948: Public 


Administration Service. $1.50. 
An effort to standardize symbols 
for various types of land uses in 
the increasing number of land 
surveys being made by com- 
munity planning boards. 


HovusING AND Town & COUNTRY 


PLANNING. 76 pp 81%” x 11”. 
New York: 1948: Columbia 
University Press. $1.50. 

No. 1 of a Bulletin to be issued 
under the aegis of United Na- 
tions, providing information 
from all parts of the world that 
should be of use to policy-making 
officials and technicians. 
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The Editor’s Asides 


EON KEacu, who is an associ- 
. ate editor of the Bay State 
Architect and responsible for! that 
publication’s Boston notes, has 
devised a new procedure. Like all 
editors of architectural publica- 
tions, he is constantly plagued by 
the failure of his constituents to 
send in news and comment. Fi- 
nally, in despair, he selects several 
constituents by name and pro- 
ceeds to imagine News Notes that 
would have some semblance of 
verisimilitude. 


As for instance: 


“Robert E. Minot has taken 
an agency for the sale of incan- 
descent neckties. They are made 
from a sympathetic plastic in 
various colors and will glow for 
seven hours without recharging. 

“Through a simple but ingeni- 
ous mechanism, somewhat like a 
free-swinging pendulum, the tie 
flashes on and off when the 
wearer's gait is unsteady. For a 
slight additional charge opaque 
letters may be purchased to show 
in silhouette through the cravat 
and spell out a message. Mr. 
Minot’s sample, which he wears 
for publicity purposes, says, ‘It’s 
only us chickens’ in Caslon Old 
Style, very neat, and in full con- 


sonance with an architect’s rather 
particular regard for good let- 
tering.” 


Don’t miss the August 15 
Time and its story of Richard 
Neutra, F.A.1.A. and domestic archi- 
tecture. Whether or not you ap- 
prove of all, or of anything, Time 
says, remember that with every 
such personalized story in a period- 
ical of wide national circulation, 
literally thousands of persons are 
getting their first faint glimmer of 
what the word architect means. 


Votume I, Numser | of a 
periodical is usually well worth 
looking over. The amount of ad- 
vance work, and even the money 
investment, is sure to have been 
formidable, and if the idea of a 
publication has inspired such tra- 
vail, the result probably has merit. 
This was undoubtedly the case 
with Planning Outlook, recently 
launched by University of Dur- 
ham King’s College, through its 
Department of Town and Country 
Planning. We gave you a taste 
of the first menu last month in a 
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few short excerpts from Bruce 
Allsopp’s “Planning for Delight.” 
Professor J. S. Allen is Editor of 
the new journal—at present a 
quarterly—and I feel sure he 
would welcome _ correspondence 
from this side of the ocean. His 
address: 3 Devonshire Terrace, 
Newcastle upon Tyne, 1, England. 


te 


WHEN GeorGE WASHINGTON 
was President, the average age of 
our people was 16 years. Now it 
is 30 years. By 1975 it will be 
35 years. These facts may not 
startle you. How about this one? 
—Fifty years ago there were 3 
million of us over 65 years of age; 
now there are 11 million in that 
age group. Economically, we are 
in for some big changes. Age is 
more conservative, less creative, 
less productive, less mobile. We 
can let others worry about those 
factors, but what we architects 
might well begin to think over is 
the whole bundle of changes im- 
minent in dwellings, apartment 
houses and _ recreational space 
planning—to face the most obvious 
elements in a widening field of 
change. In 25 years from now the 
old folk will have become probably 
six times as numerous as in 1900; 





they will have increased two and 
a half times as rapidly as the whole 
population. Looks as if the manu- 
facture of slippers, canes and 
wheel-chairs should be good busi- 
ness to enter. 


rs 


WASHINGTON’S CLIMATE, ac- 
cording to newspapers of other 
cities is rep ited to be a lot worse 
thanit really is. We are feeling very 
comfortable, thank you, after 
reading news of the semi-annual 
meeting of the American Society 
of Heating and Ventilating Engi- 
neers. It seems that two Univer- 
sity of California professors have 
been heating some of their stu- 
dents in temperatures of from 
140 to 240 degrees Fahrenheit. It 
was all in good clean fun, with 
the “intelligent and manful co- 
operation” of the parboiled stu- 
dents. The students were found 
able to tolerate temperatures of 
237 to 242 degrees for an average 
of 28 minutes. Just to indicate 
the adaptable functioning of the 
human machine, the professors 
found that the mucous mem- 
branes in the respiratory passages 
lowered the hot inhaled air 100 
degrees in a few inches of travel. 

Which will you have — iced tea 
or mint julep? 
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Northern Hard Maple Floor—Greenwood Gym- 
nasium, La Grande, Oregon 
Charles B. Miller, Pendleton, Oregon, Architect 


courtesy of Maple Flooring Mfg. 


Association 


Photograph 


The Greenwood Gymnasium is a good ex- 
ample of how beautiful a gym floor can be 
and still have protection from eve strain, 
slipperiness, and rubber burns. This gym- 
nasium finish is on thousands of the 
Country's finest basketball courts and is con- 
sidered TOPS by coaches and _ athletic 
directors. 


If you would like to see your next gymnasium 
client completely satisfied specify Hillyard’s 
Wood Primer, as the seal, and Star Gym 
Finish for the slip-resistant durable finish. 
A Hillyard Maintaineer will see that it is 
applied properly. 
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A.LA. Specifica- 
tion Cards sent 
FREE on _ ‘re- 
quest. They give 
the architect val- 
uable informa- 
tion in a con- 
densed form rela- 
tive to floor treat- 
ments on any 
type of flooring. 
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The skillful use of 
Kawneer Stock Metals 
reduces building costs... 


Thomas J. Lyons, A.L.A., and Austin Wheeler 
Mather, A.1.A., designed the impressive Lin- 
coln-Mercury Agency in Bridgeport, Conn. 
It is one of many modern exteriors which prove 
conclusively that you can maintain high archi- 
tectural standards—and cut today's heavy 
costs—by adapting Kawneer Stock Metals 
to your needs. 

Custom-styled and handsome, they offer com- 
plete freedom and flexibility in designing. 
For further information, write 275 N. Front 
St., Niles, Mich.; 2575 8th St., Berkeley, Cal. 


Store Front Metals » Aluminum Louvered Ceilings 
Entrances « Aluminum Roll-Type Awnings 
Aluminum Facing Materials 








Ever-sTAIN 
Wun Watts 


NOW PACKAGED FOR THE JOB 


@ SAVE SALES TIME — !2 different types of 


aluminum nails each in a different colored 
box. Each box clearly marked with quantity 


type and size of nail and coverage 


SAVE SALES EXPENS - No 


wrapping or weighing necessary 


Never-Stain" Aluminum Nails 
wil never cause ruinous un 
gntly rust spots and stains 


caused by ordinary nails 


Oe 
Siding and Shingles, Asbestos 
Shingles, Roofing, Dry Wall- 

boerd, Rock Loth and insulet 

ed Siding, Etc 





PACKAGED IN 12 DIFFERENT TYPES IN ALL POPULAR SIZES 
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A sturdy attractive display rect for NEVER-STAIN ALUMINUM NAIL BOXES as pictured above, 
is eveileble, Write us for details 


NICHOLS WIRE & ALUMINUM CO. 
General Office and Plant—DAVENPORT, IOWA 


ALUMINUM 1S NOT A SUBSTITUTE! 








Frank Lloyd Wright's 
Acceptance Speech 


a few of the phonographic 
records still available 
first come, first served! 


Mr. Wright's speech at the Houston Con- 
vention, in accepting the Gold Medal of 
The Institute, was phonographically re 
corded. It requires about 40 minutes fo: 
delivery, and fills both sides of four 12” 


dise reco! ds. 


Profiting by our experience with the Ma 
vinnis records, which too often were broken 
in transit, these Wright records are un 
breakable vinylite. he set of four can be 
sold at $8, carriage postpaid. Charge ac 
counts cannot be opened; remittance is 
required with order—payable to ‘The 


American Institute of Architects. 





rH! AMERICAN INSTITUTE OF ARCHITECTS 
1741 New York Avenue, N. W. Washington 6, D. C. 














Raise your roof value 
with 
BILCO SCUTT 

























Weathertight, insulated, 
Bilco roof scuttles have 
patented reverse action lift- 
ing levers that make opera- 
tion easy and hold doors 
open until manually released. 

Sponge rubber gasket around 
the door seals against air and 
moisture leaks. Integral cap flash- 
ing on curb assures weathertight 
connection between scuttle and 


scuttles are specified by leading 
architects everywhere. There are 
sizes and types, both standard and 
: special, to meet all requirements, 
roof. See our catalog in Sweet's or 
Economical and rugged, Bilco’ write direct for complete data. 


Vitally needed home feature ...BILCO CELLADOORS 


i 


Your home- more to install than old-fashioned 
building wooden cellar doors, far less in 
clients will the long run. Sold by leading 
building supply dealers. For com- 
plete details see Sweet's, Home 
Owners’ Catalogs or write direct. 


appreciate 
the conveni- 





ence and safety of an outside base- 
ment entrance topped off with a 

Bilco Celladoor. All-metal units THE BILCO C0 MPANY 
available either ae —— 174 HALLOCK AVE. 
or aluminum, Celladoors provide SEE OUR 
permanent, trouble-free, ee NEW HAVEN 6, } QWeer's 


ient access to basements. Cost no CONNECTICUT 


SWEET'S 





MANUFACTURERS OF ROOF SCUTTLES, WATERTIGHT SIDEWALK, SIDEWALK ELEVATOR, 
ASH HOIST, VAULT AND PIT DOORS AND BILCO CELLADOORS 








The Handbook of 
Architectural Practice 


Third Printing, Revised 1943 Edition 
Prepared under the direction of WILLIAM STANLEY Parker, F.A.1.A. 


“The architect, by expressing his ideas in forms and words of exact 
contractual significance, by controlling machinery for their embodiment, 
by giving just decisions between conflicting interests, by bearing himselt 
as worthy of his high calling, gives to his art the status of a profession. 
It is with that aspect of the architect’s work, professional practice and 
its servant, business administration, that this Handbook is concerned.” 


The Board of Directors of The Institute reviewed and approved the 
Handbook prior to its publication, and found it to be a comprehensive 
exposition of the best in modern architectural practice, apart from design. 


The Handbook is commended by the Board to the seasoned architect, 
to the draftsman, the office manager, and the architectural student—and 
to him who prepares for the examination of state registration boards. 


Fifty-two chapters make up the book, under the following Part headings: 


REGISTRATION OF ARCHITECTS Tue Lettinc or ContTrRACTS 
THE ARCHITECT AND THE THE EXECUTION oF THE WorkK 
OwneER Tue ARCHITECT AND THE LAW 
THE OFFICE OrFice Recorps oF COMPLETED 
SuRVEYS, PRELIMINARY STUDIES Work 
AND ESTIMATES, WorKING THE AMERICAN INSTITUTE OF 
DRAWINGS AND SPECIFICA- ARCHITECTS AND ITs Docu- 
TIONS MENTS 


Size, 84% x 11, 204 pages, bound in heavy durable paper, with gold stamping— 
convenient for use in the library, office or drafting-room. Price $5 per copy, 
except that architectural students mav purchase copies for $4, provided the orders 
are countersigned by the Deans of their Departments of Architecture. Remit- 
tances should accompany orders, or the book may be sent collect. No charge for 
postage or wrapping. 


THE AMERICAN INSTITUTE OF ARCHITECTS 
1741 New York Ave., N.W., Washington 6, D. C. 








an . 


-——--—-— ~— A oe 


a 





IN NEW YORK 55; 
IN *CHICAGO 34 


Hotel YWse Spencer Vacuum 
































In fact, 80% of the leading 
hotels use the Spencer Central 
Vacuum Cleaning System. 


USERS SAY: “It is quiet and 
thorough. It is the only way to 
clean a hotel and it does many 
things that we could not do any 
other way.” 


CARPETS: A manager of a large 
New York hotel, after keeping 
records over a period of years, 
estimated that carpet life is in 
creased 15% to 20% by the 
Spencer System 


DECORATIONS: Since all dirt 
and dust go down to a separator 
in the basement, and the ex- 
haust out of the stack, abso- 
lutely no dust is distributed 
around the hotel. This reduces 
dusting time and saves on painting and redecorating costs. 


DECORATIONS: Since all dirt and dust go down to a separator in the basement, 
and the exhaust out of the stack, absolutely no dust is distributed around the 
hotel. This reduces dusting time and saves on painting and redecorating costs 


FURNITURE: The Spencer System has a special swival connection which enables 
the operator to clean under beds, around table legs, etc., easily and quickly 
Hand tools are provided for upholstered furniture, special tools for radiators, 
and the open hose end is used to clean mattresses. 


Ask for the Spencer Bulletin: shows how the Spencer System is used, how it is 
built and how it saves. 181-D 


p E N & E R CENTRAL AND PORTABLE 
VACUUM 
cpa. UUM CLEANING SYSTEMS 


THE SPENCER TURBINE COMPANY, HARTFORD, CONN. 








SPECIFICATIONS 
THAT PROVIDE 





METAL PROTECTION 
AND PAINT BONDING 


For long paint life and metal protection, specify products that 
correctly prepare the metal surface for painting. The American Chemical 
Paint Company specializes in surface treating chemicals for paint- 
bonding and metal preservation. 


To assure paint adhesion and corrosion resistance for aluminum, 


Speetfy: “Aluminum is to be Alodized with ALODINE, a product 
of the American Chemical Paint Company”. 


Alodine is being recommended and/or used by manu- 
facturers of aluminum. It meets service-forces specifications. 
The process.is simple and provides excellent metal pro- 
tection and paint bonding. 


To phosphate-coat sheet steel cabinets and other products, 


Speetfy: “Prepare the finished product for paint with GRANODINE 
or DURIDINE, products of the American Chemical Paint Co.” 


To promote adhesion of paint to galvanized iron, 


Specify: “Coat the clean galvanized surface with LITHOFORM, a 
product of the American Chemical Paint Company.” 


To correctly clean steel surfaces, where a phosphote coating is 
not required, 


Specify: “Clean steel surfaces with DEOXIDINE, a product of The 
American Chemical Paint Company.” 


For the protection of your client—for quality and lasting satisfaction— 


insist upon these processes—used by the most painstaking engineers. 


The above chemicals have successfully solved metal-working problems 
which usually do not receive sufficient attention. For information on these 
and other ACP surface-treating chemicals, please write, or call Ambler 0486. 


Pioneering Rewatch ind Developasat’ Since 1914 


>» 


AMERICAN CHEMICAL PAINT COMPANY 
| AMBLER; PA. 


ers of Metallurgical, Agricultural end Pharmaceviicol Chemicals 












































